1 For the influence of Beat Street on the development of hip-hop in the GDR, see Schmieding (2011; 2012) . For a discussion of the early reception of hip-hop culture in West Germany, see Ege and Hurley's second jointly authored survey essay in this special issue, and the scholarship they refer to. 2 This process was highly ambivalent given that Berendt appreciated bebop and cool jazz as high culture, but looked down upon swing as working-class culture (Poiger 2002: 145) . Refer also to Hurley's paper in this special issue where he discusses Berendt's ambivalent feelings towards 'Swingheinis. ' American music lost some of its fire during the reign of Erich Honecker, the advent of hip-hop revived public interest and forced the regime to react to the newest black cultural import.
Somewhat removed from these public debates, East German teenagers were fascinated by the innovative, creative, and playful techniques they found in hip-hop culture's constituent elements of b-boying, graffiti, rap and deejaying. With these practices, they not only found new modes of expressing themselves in a way that the controlling agencies could not decipher, but they also imagined themselves to be in New York City, thus taking a temporary break from the constraints of the GDR. Similar to the authorities who sought to control them, the East German hip-hoppers' appropriation of black culture was also rooted in a distinctly German history of dealing with African American culture. Members of the Youth culture found allies in African Americans, as Poiger has shown in her discussion of the movie Blackboard Jungle (1955) and its resonance among West German viewers. This affinity suggested that Germans could see themselves as victims-of displacement, economic hardship, and the occupying forces (2002: 88) . East German adolescents found traces of their African American allies in the blues, since this music projected 'authenticity,' promised 'pure emotion' and symbolized historical suffering: 'The blues became an escape, idealized as a counterworld to the GDR system of social tutelage' (Rauhut 2011: 105-107) . Analogous to the young blues fans of the previous generation, hip-hop heads make their escape by way of breakdance, graffiti, deejaying and rap.
In order to do so, many of them 'became black,' I argue, referring to Moritz Ege's study Schwarz Werden about Afro-Americanophilia in West Germany around 1968 Germany around (2007 . I follow his definition of Afro-Americanophilia as a cultural theme: the appreciative appropriation and perception of cultural forms encoded as 'black' and the analogous relationship felt towards black people and/or representations of them. Becoming black, then, as a heuristic term for analysis, means an imaginary and symbolic identification with African Americans (Ege 2007: 11-12) . Consequently, my central question is: What was Afro-Americanophilia in the GDR during the 1980s?
In order to answer my question, I will, in the following, analyze three individuals' love of African Americans and black culture: a cultural critic explaining hip-hop for cultural functionaries; a radio host running a black music program in East Berlin; and a young graffiti writer in Dresden. In all three cases I focus on the cultural work that their interpretation and/or practices of hip-hop did, and I detail how that work facilitated the emergence and development of a hip-hop scene amongst young East Germans. In the first case, I scrutinize how the cultural critic Erhart Ertel used Marxist-Leninist theory to perceive hip-hop as 'second culture,' and how this favorable representation paved the way for hip-hop to be embraced by socialist cultural organizations. My analysis also elaborates the shortcomings in this Marxist-Leninist interpretation, which not only excluded race as an explanatory category, but also failed to develop a socialist vocabulary to grapple with aspects including graffiti, rap and deejaying. The second case study zooms in on the radio host Lutz Schramm and his program 'Vibrationen'
[Vibrations] for the State-run Jugendradio DT64 [Youth Radio DT64] . By looking at both Schramm's moderation and the music he played, I analyze his ambivalent role as an actor on behalf of the State: He worked as an employee of the State-run radio in East Berlin, a socialist mass medium that intended to educate socialist youngsters and instill in them an aversion against capitalism. However, in the process, he also fed rap-hungry teenagers the American music they desired, information about the hip-hop scene in the United States, and songs they could use in their own practice of hip-hop. Lastly, I give a case study of the graffiti 'writer,' Simo, from Dresden. This case study shows how Simo imagined himself into New York, the mecca of hip-hop, how he fashioned himself as a black writer, and how he connected with the hip-hop scene all over the GDR. (Ertel 1985) . Under the heading 'Breakdance. Anmerkungen zu einer "zweiten Kultur"' [Breakdance: Comments on a 'Second Culture'], Ertel explained hip-hop in the USA by referring to the Marxist-Leninist term second culture. He ended his essay by fashioning hip-hop as a desirable practice for socialism and recommending its incorporation into the official cultural landscape of the GDR. While his perspective on hip-hop expressed a general appreciation of African American culture, it, ironically, disregarded black cultural achievements and traditions. Instead, it focused on aspects of capitalist exploitation, discrimination, and oppression-thus preferring a mode of explication that was based on class and not on race and/or ethnicity.
Hip-hop as second culture: Official perspectives on blackness in East Germany
Ertel explicitly distinguished breakdance from other dance fashions such as rock 'n' roll and the twist. In fact, the term 'dance' was inaccurate, since it ignored breakdance's artistic and aesthetic qualities as well as its sociocultural meanings. He aimed to look behind the commodification of breakdance, and analyze its original context, shape, and function as a form of second culture: 'Er ist ein produktives Beispiel der Herausbildung einer "zweiten Kultur" (Lenin) Ertel emphasizes the nexus between unemployment and the loss of an occupation, which deprives individuals of the ability to self-actualize and self-validate. The gang is one way out of this situation, another is hip-hop:
Die sich hier in der Tendenz zum Verbrechen äußernden Haltungen und Verhaltensmuster sind denen, wie sie im Breakdance zum Tragen kommen, nicht unähnlich, was nicht verwundert, entspringen sie doch den gleichen sozialen Gegebenheiten. (Ertel 1985: 5) [The attitudes and patterns of behaviour which express themselves here in a tendency towards crime are not dissimilar to those which manifest themselves elsewhere in breakdance, which comes as no surprise, because they are rooted in the same social circumstances, after all.]
Ertel locates hip-hop culture in a specific image of the USA-one characterized by capitalist exploitation, marginalization of African Americans, and mass unemployment in the metropolitan ghetto. In this context, hip-hop, as an interplay of breakdance, graffiti and rap, is second culture that emerges from the living conditions of young African Americans and Puerto Ricans in New York City (Ertel 1985: 4) .
Explaining hip-hop as second culture foregrounds economic aspects, and therefore the terms labor and production are central to Ertel's analysis. He looks first at breakdance and then at graffiti and rap. According to his analysis, unemployment and exclusion from production-both high in the non-white population-have two effects. decode, but it proved impossible to translate graffiti's social and cultural functions into socialism. But then how could one find a place for practices that occupied public space and deconstructed hegemonic discourse within a political system that relied on controlling the public and did everything to guard its ruling discourse.
The role of public space is central to rap as well, Ertel explains. Young African American rappers' lyrics refer to their experiences in the metropolis. As with breakdance, rappers play with their reality so as to alter and deconstruct it:
Für Rap-Musik und Breakdance auffällig ist der rigorose und dabei kreative Umgang mit den Versatzstücken der erlebten großstädtischen, in erster Linie auch durch die Medien vermittelten Kultur. … Dieser aktive Umgang mit den Versatzstücken einer Kultur ist als Ausdruck ihrer souveränen Beherrschung, Zerstörung und neuen Sinngebung zu verstehen. Damit begegnet man einer aktiven Protesthaltung gegenüber einer Kultur, die eigentlich selbst durch ihre Präsenz, der kaum zu entkommen ist, vergewaltigende Wirkung hat. Diese vergewaltigende, damit beherrschende Situation findet im Rap eine Umkehrung. (Ertel 1985: 8) [In rap music and in breakdance, it is striking how [the artists] use the constituents of their metropolitan culture so rigorously and creatively, a culture which they know primarily through the media … This active use of cultural constituents is to be understood in terms of [the rappers expressing] sovereignty, deconstruction, and re-ascribing meaning. Here, we find active protest against a culture, which already through its inescapable presence has a raping effect. This raping and thus dominating situation is reversed in rap.]
Ertel thereby identifies the potential for protest in rap. As with graffiti, however, he does not use Marxist-Leninist vocabulary to interpret the cultural function of rap. It is telling that in his elaborations about hip-hop in the GDR he only engages with breakdance and its possible functions in socialist terms. Moreover, it is astonishing that the development of hip-hop in East Germany actually came to mirror his discourse. That is, while cultural functionaries successfully disciplined, controlled, and instrumentalized breakdance, which Ertel analyzed for them in Marxist-Leninist terms, they were unable to grasp graffiti, deejaying and rap, for which he had no vocabulary.
In his commentary on hip-hop Ertel predicts that breakdance lacks the potential to grow into a mass movement in the GDR. Pointing to Beat Street's appeal to a teenage audience, he states: 'Auch die Aufnahme des von … Harry Belafonte produzierten
Streifens "Beat Street" in unsere Kinospielpläne wird zwar die Begeisterung für den
Breakdance und seine Bewunderung auffrischen, kaum aber den praktischen Nachvollzug beleben' [Even the inclusion in our film programs of … Harry Belafonte's movie 'Beat Street' will not trigger its practical emulation, although it will invigorate the enthusiasm for breakdance] (Ertel 1985: 9) . He appreciates that breakdance might be appropriated in the GDR because hip-hop, as second culture, is working-class culture, and he even argues that interested teenagers should be supported in their endeavours, since breakdancing is to be preferred to more passive cultural activities (1985: 9) . (Even in the socialist cultural landscape, he admits, most forms of leisure rely on passive reception, and thus fall into the spurned category of consumption.) Overall, breakdance has an activating character, and it should therefore be supported.
In order to corroborate his argument, Ertel analyzes how breakdance changes its social function within the process of cultural transfer:
Natürlich wird der Breakdance nur in seinen ursprünglichen sozialen Umfeldbedingungen in seiner Ganzheitlichkeit in Erscheinung treten, wird er nur dort die weiter oben benannten sozialen Funktionen realisieren ... Breakdance wird letztlich in der sozialistischen Gesellschaft weniger in seiner ganzen Komplexität als in bestimmten Aspekten aufgegriffen. Der Aneignungsprozess erfolgt dabei, was natürlich ist, mehr sporadisch als auf der Basis konzeptionellen Nachdenkens. Diese sporadische Durchsetzung ist schon deshalb unproblematisch, eher natürlich, weil geprägt durch das Wirksamwerden eines der sozialistischen Gesellschaft gemäßen Lebenszusammenhanges.
[Breakdance, of course, will only fully emerge and realise the social functions mentioned above in its original societal circumstances … In socialism, breakdance is ultimately only partially seized upon, rather than in its full complexity. Naturally, the process of appropriation occurs sporadically rather than on the basis of conceptualized reflection. And this sporadic development is unproblematic precisely because it is imprinted by the operation of a life context that is tailored to a socialist society.] (1985: 9) With the absence of unemployment in socialism, other realities will inform breakdance.
The essential difference between breakdance in capitalism and breakdance in socialism, according to Ertel, is the following: In the former, breakdance is the only form of selfactualization available, whereas in the latter, it is just one of many such forms from which to choose, which, in turn, have positive repercussions for socialism (1985: 9f).
The way Ertel fashioned breakdance as a desirable cultural practice paved the way for 
Good vibrations: Lutz Schramm's black music radio on DT64
The Jugendradio DT64 program 'Vibrationen' [Vibrations] contributed heavily to spreading hip-hop across East Germany. Hosted by Lutz Schramm, it ran as a 'black music' broadcast and featured rock steady, ska, and African music in addition to hiphop. On its first program on 13 January 1988, there were eleven rap songs, ten of which 5 It is important to note that inscribing new contents into existing texts is usually the strategy of practitioners involved in the transfer of a cultural practice. For the West German case of hip-hop, see Ribbat (2000) and Kusmierz (2002) . Cultural scholars in the GDR, however, applied this strategy deliberately, serving the aims and ends of the dictatorship: contributing to a hegemonic discourse in order to maintain cultural and political authority. Consequently, this difference between East and West calls for an awareness concerning the use of Cultural Studies' terminology-key terms like power, pleasure, and freedom are imbued with different meanings, which have to be historicized.
were from the USA, and one from the GDR (Schramm 1988b Schramm's young audience tuned into his program precisely because it could hear US hip-hop on it. As a soundtrack for b-boy routines or as raw material for deejays and 8 Schramm thus continued the state radio's tradition of featuring African American artists for their criticism of capitalism, voices against racist oppression, and authenticity (Larkey 2007: 126) . 9 Edward Larkey points out that lyrics might not have been as important as they might have been, given that they no longer were subject to political assessment (censorship) and teenage listeners cared more about the sound than the text (2007: 173).
rappers to use in their mixes and rhymes, 'Vibrationen' offered an up-to-date repository of sounds and texts with which to practice hip-hop. Recorded off the air onto tape and suitably edited, they were soon ready to be played loudly on the hip-hoppers' boom boxes, as they rambled through the cities of East Germany. (Salewski 2012a) [For me dancing was more important than the rappers who contributed the music. Of course, music of good quality was always welcome, so we also listened to several radio programs in the GDR. When feasible, we sat in front of the radio or set a self-made clock timer to record the program so that we would neither miss the program nor practice or performance. The next day, we cut the recording to the music we needed. For our rappers-you can see that in the commentaries-'Vibrationen' was the NONPLUSULTRA. They were really into this music scene and knew the material much better than we dancers, and they used these programs regularly.]
Ironically, once Schramm's moderation was edited from the music, his shows were now impossible to distinguish from the sounds emanating from the radio stations of the 'class enemy' in West Germany and Western Europe more broadly. In addition to this vital supply of musical material, Schramm's young audience learned about the newest developments of hip-hop culture in the USA, since Schramm's presentations went beyond socialist readings of individual songs to also narrate hip-hop history and explain special techniques like rapping and deejaying, thus meeting written requests from his listeners (Schramm 1988a To the ears of socialist functionaries, commending politically active musicians for criticizing capitalist consumer culture must have sounded like second culture. Teenagers, however, had just enjoyed listening to 'Don't believe the Hype' and were not necessarily susceptible to official political indoctrination via hip-hop. If they had been, the message they heard might also have been not to listen to the ideologically charged 'hype' of the socialist mass media! Notwithstanding that ambiguity, the young hip-hop heads were probably more interested in the second part of the announcement, anyway.
Here they were informed that the two rappers had worked as deejays and could spin records for an enviable nine hours per weekend. Compared to the one hour of 'Vibrationen' per month, which came with a lot of commentary that they were not necessarily interested in, such a story fed into their fantasy image of New York City as a hip-hop paradise.
Another of Schramm's announcements described Public Enemy's political beliefs, class struggle, their anti-racism, and sounds as something like second culture. It may well have been more accommodating to the authorities, again, than to his young audience: (Schramm 1988c) [Musically speaking, Chuck D, Flavor Flav, and their DJ, Terminator X, still offer the toughest that hip-hop currently has to offer. Their arrangements are partly, and quite minimally, based on Chuck D's thundering beat box and his heavy voice. Flavor Flav loosens up everything with his almost boyish sounding voice. And very rarely, Terminator X allows himself to perform some swinging interludes. The James-Brown scratches and other trendy gimmicks that you hear elsewhere are taboo.]
Although Lutz Schramm was not quite correct with his last statement-most pieces on the album indeed feature James Brown samples-this non-political part of the review was what the teenagers were looking for when they tuned into his show. In these smaller interludes, they could appreciate both the music and the moderation, since the ideological context was missing. In comparison with the cultural functionaries, who were at a loss with the music, the hip-hop heads emerged as the winners. By appropriating 'Vibrationen,' they turned a program that was designed to control them and their culture into something that was useful for their everyday practice of hip-hop.
And ironically Schramm, the State's representative, thereby did more to foster the hiphop scene's creativity, than he did to guide it in 'appropriate' ways. His continuous eagerness to feature rap made in the GDR, for example, from SBJ in Arnstadt, the Electric Beat Crew in Berlin, or TJ Big Blaster Electric Boogie in Dresden, and to otherwise report on local hip-hop events functioned as great incentives for hip-hop heads in East Germany to remain active in the scene (Schramm n.d.; Schramm 1989) .
He nourished audiences' love for African American culture, and the ideas, information, and sounds he gave to the teenage audience proved to be vital for the hip-hop scene. On the other hand, packaging American rap as second culture seemed to be primarily about keeping politicians, functionaries, and other socialist officials calm about hip-hop culture.
Performing blackness in graffiti: Simo from Dresden
East German graffiti 'writers' not only expressed themselves visually; they also imagined themselves to be taking part in the transatlantic culture of hip-hop. They thus committed a temporary Republikflucht, a short break-out from a socialism they thought constrained them like a ghetto. But if they had to live in a ghetto, one could say that some publicity for this rap shit' (Simon 1986b) . He thereby offers a motto for his work-attracting the public's attention to hip-hop-but he also demonstrates that, at this early stage of his career, he is limited to copying his idols. In contrast, the back cover reveals a mature writer full of self-esteem and a clear sense of belonging: 'Power from the East Side' (Simon 1990a) . With this tag, Simo locates himself in East Germany.
The graffiti in the black book bespeak his iconographic negotiation with the USA. They depict how he conceives of himself as a 'subway writer,' paying respect to hip-hop's pioneers in New York City, the cradle and capital of hip-hop (Simon 1986a; Simon 1987b Simo's mind was in an imaginary Bronx and his body in the local hip-hop scene in -Musikprojekt 1989) [Hello Drizzly Force! This is the A.B.R. music project. Thanks for being willing to "whip up" your graffiti for us. We'll also be in Radebeul [for the rap contest], and we should meet there sometime ... Concerning the graffiti, please feel free to be "as creative as you want." I suggest you come up with some sketches, and when we meet we decide together which is the best. OK? We'll vote for your graffiti during the contest in Radebeul, and we want to display them on all of our gigs ... "Radebeul Veterans" are the real stuff!!]
This passage also shows how important self-organized hip-hop events like the one in Radebeul were. They were beyond the control of the cultural authorities and were important sites for exchanging materials, ideas, and practices among the hip-hop audience in the GDR. (Simon 1990b) [A group of three wannabe "sprayers" had miraculously gotten their hands on some spray cans from Czechoslovakia. Finally, the night is dark, the streets are empty, and we three are in happy anticipation of waking up the next morning as real WRITERS. Everything is planned out. Unfortunately, the cans only allow for one piece, but it doesn't matter, everybody can spray on his own. We brought chalk so as not to waste our precious paint on the firstlines. We're on the wall, at were lucky that the local officers were unable to comprehend the graffiti and dealt with them leniently.
Conclusion
In this article, I have analyzed an instance of East German Afro-Americanophilia by looking at the cultural transfer of hip-hop in the mid-to-late 1980s. I focused on three individuals who participated in this process at different levels. Cultural critic Erhart
Ertel interpreted hip-hop as second culture and recommended it to be appropriated by youngsters in East Germany, thus paving the way for its incorporation into the socialist cultural landscape. Radio host Lutz Schramm played a more ambiguous role, on the one hand satisfying the authorities' demands to use the mass media for socialist education, and on the other hand feeding his teenage hip-hop audience the information and music necessary to create a hip-hop scene of their own. Graffiti writer Simo imagined himself to be living in the mecca of hip-hop, the Bronx, and he did so by fashioning himself as black in his graffiti.
In the last years of the GDR hip-hop-based Afro-Americanophilia maintained some characteristic patterns of engaging with blackness in East Germany. State-sponsored Afro-Americanophilia lauded hip-hop as second culture on the basis of its fight against capitalism and its authentic expression of a tough black life in the metropolis. On the other hand, hip-hop heads allied themselves imaginatively with their black idols, joining them in a struggle to break out of a ghetto communing between the GDR and the USA.
14 For a case of the Ministry of State Security dealing with hip-hop graffiti, see Schmieding (2011) .
Similar ways of appropriating African American culture can be found in the immediate postwar era, and East Germany during the 1960s. Whether they dealt with jazz, rock 'n' roll, blues, or hip-hop-neither state nor teenagers changed distinctively in their AfroAmericanophilia.
